In I663 Louis XIV gave an order which has proved of inestimable value to art historians. He named a new Intendant and Controller General of the "meubles de la Couronne" and directed him to draw up an inventory of the royal possessions. The letter of appointment was long and detailed: "Louis, by the grace of God, King of France and Navarre, to all who shall see these letters, Greetings. As there is nothing that more surely shows the magnificence of great Princes than their superb Palaces and the precious furnishings with which these are adorned, most of the Kings our predecessors have taken great pains to build the former and to construct and preserve the latter; the beautiful specimens of architecture which are seen in our But, the king continued, the past century had seen a dissipation prodigieuse of accumulated treasures, and preservation was no less important than creation. So a beloved and faithful servant was given the job of both supplying and taking care of the royal property, receiving in return all the "honors, authority, powers, functions, prerogatives, pre-eminences, privileges, entries, wages, appointments and pensions, rights, fruits, profits, revenues, and emoluments" that went with the position. He was to inspect all the furnishings of all the king's palaces and to make a new inventory, very exact and certified by himself personally.
great gallery in the Louvre." Later, five of the set having been given away by the king, replacements were made for them, and, prudently, four more were made to serve as future presents. All these carpets are the same length, seven and a half aunes (twenty-nine feet three inches), but the widths range from two and a quarter to five and three quarters. The colors and designs vary, but there is a strong family resemblance; the compiler of the inventory repeats again and again the words "scrolls," "cornucopias," "flowers," "arms of France," and "monogram of the king." Each has usually one distinctive feature, however, such as Cupid, Hope, Felicity, the Elements, Neptune and Galatea, Peace and Abundance, or Justice and Astrology. (A possible explanation of this last rather curious juxtaposition is that astrology here means "natural astrology" or, as we should say, astronomy, so that the inexorable law of the heavens is equated
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The corresponds with the carpet in the Museum, which seems now to be three inches longer and three inches narrower than it was in the seventeenth century-differences that may well be the result of humanly comprehensible inaccuracy in the original measurements.
However, the eleventh carpet in the original set of ninety-three was copied yet once again and stored for use as a possible present. In 17I5, the inventory records, this copy was given to the Persian ambassador. Now, today, in the Henry E. Huntington Library and Art Gallery at San Marino, California, lies a carpet of approximately the appropriate width, one half of which repeats, almost exactly, the design of half the Metropolitan Museum's carpet. A strip of about four feet wide across the center is gone, all marks of royal French ownership have been obliterated, and the medallions at the ends are totally unlike each other. Can this be the remains of the carpet that the French king intended for the monarch of Persia? (Coals to Newcastle, indeed, as anyone who has seen Persian carpets of this period will testify.) But it is possible to doubt whether this present ever reached its intended recipient. Saint-Simon in his memoirs described the reception of the Persian ambassador with his usual acerbity, and said that everyone except the king, who was so soon to die, knew that the whole affair was a farce; the so-called ambassador was "most embarrassed and very badly dressed, his gifts less than nothing." He was a minor official, in France on commercial business, and had been persuaded by the king's principal minister to pose as an ambassador so that Louis XIV might think the great days of his reign were come again. When the poor man escaped from the ceremonies, during which he had made such unfortunate mistakes, did he perhaps dispose of the presents with which he had been loaded be- In the Descriptions des arts et metiers, the section "Art de faire les tapis, fagon de Turquie, connus sous le nom de tapis de la Savonnerie," published in 1766, from which our illustration is taken, the method of manufacture is described. The print shows two workers, properly bewigged, working at two rather narrow rugs; for a twentysix-foot carpet, the text explains, four or five workers would co-operate. The man on the right is making the knots round the warp threads with the wool wound on a bobbin in his right hand; he does this so fast, we are told, that the eye of the spectator cannot follow him. The man on his left is cutting a series of knots to make the pile of the carpet. The cartoons they are copying are fixed above their heads; the royal arms are clearly visible. The woman on the left is winding skeins into balls, the man in the background transferring the woolen thread onto the bobbins.
In I825 the shop was moved to the Gobelins, where it is still in existence, though its work today is mostly repairing old carpets or making new borders for them. A good apprentice can tie knots after three months' practice and do adequate work in two years, but at least five are needed before he can be considered a master of The panel at the other end. The classical appearance of the figures is very typical of the works of art producedfor Louis XIV by Le Brun and his assistants. the craft. A plain carpet can be made at the rate of three square meters a man a year; a patterned one, of course, grows more slowly, depending on its complexity. This, then, was the way in which the king's carpets, "facon de Turquie," were made; the knot used was the Ghiordes, and, in the Museum's example, there are ninety of them to the square inch. One must suppose that the carpets were taken to the Grande Galerie as they were completed; the combined length of all ninetythree shows that they could have been placed in two rows, lengthways, along the gallery fairly comfortably. So many of them are, apparently, pairs (though not so designated in the inventory) that it seems reasonable to suppose that this was indeed the arrangement, with the odd one perhaps in the terminal pavilion, or marking the one place where the gallery was slightly wider.
A print showing the method of carpet-making at the Savonnerie manufactory in the xvIII century. From Duhamel du Monceau's "Art defaire les tapis," 1766. One of the men at the looms is making the knots; the other is cutting them to form the pile; the woman is winding the wool into balls; and the third man is putting it on bobbins.
The only trouble with this stupendous picture, a double line of enormous carpets stretched out inexorably for a distance considerably more than the length of the Metropolitan Museum, is that the widths differ so greatly. It is unlikely that large pieces of furniture were placed along the walls, as the room was considered merely as a passage way and as a place for exercise (Henry IV said he was building it to have somewhere to walk while he watched the life on the river) and for crowded ceremonies (Louis XIII and Louis XIV both touched people here for the king's evil). The alternative method of placing the carpets, crossways, would have given practically wall-to-wall coverage, as the gallery is about eleven yards wide. Fortunately, the combined widths of the ninety-three carpets are some ten yards greater than the length of the gallery, so, unless several carpets were used elsewhere, this possibility does not have to be contemplated.
When about half the carpets had been made and, presumably, put in place, Louis XIV abandoned the Louvre forever. The whole court moved to Versailles in 1678, and the Louvre was left largely to the artists in residence, and, after I68o, to various academies of the arts and sciences. The Great Gallery was used sometimes by civic dignitaries and foreign ambassadors when they were invited to watch festivities taking 264 i place on the Seine. There is no more word of the carpets, including the replacements, which were all finished by I697. In 1699 about half the gallery was used for an art exhibition; contemporary prints of this event show bare floor boards. It is possible, in fact, that some of the carpets, at least, had already been removed, because in I697 the gallery began to be used as a show place for a series of models of the fortified cities of the kingdom. These were most elaborate things, so detailed that individual houses could be identified. By 1754 there were about I20 of them, and they filled the whole gallery, supported on wooden tables; they were not moved until I777, when the suggestion was first made that the Louvre should become a museum. It stands to reason that they must have been very heavy. Now, none of the few of the ninety-three carpets so far identified shows the slightest sign that table legs have ground into its woolen pile year after year. The history of the carpets, in fact, after their appearance in the inventory, is a complete blank. Many carpets from the royal collections were sold in 1796, chiefly to dealers; purchasers had to promise to remove any marks of feudalism-"de faire disparaitre les fleurs-delis." It is hardly likely that every such promise was kept; so the "feudal" tokens still so fortunately in place on our carpet are no proof that it was not sold at the time of the Revolution, perhaps after remaining in storage during most of the eighteenth century. It is known that a section of the Grande Galerie was used for storing tapestries after i680.
As our discussion of the Huntington Gallery's carpet has shown, identification of still extant examples of the displaced carpets has not been simple. Undoubtedly, many were cut up to fit more normal rooms, and carpets of the same type were made for other locations in royal palaces. 
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